









銀の紐とへその緒：ヘミングウェイの “Indian Camp” における
斜軸の対位法
The Silver Cord and the Umbilical Cord:




　In this paper, conducting a careful reading of the text of Hemingway’s short story “Indian Camp,” 
his technique of counterpoint is examined in a unique and innovative way. First, the counterpoint 
employed in the first part of the story is categorized as the “horizontal counterpoint” to explain 
the motif of the “Descent to the Underworld,” which symbolizes the border-crossing between the 
two different worlds: Nick’s camp and the Indian camp. Secondly, the counterpoint employed 
in the second part of the story is categorized as the “vertical counterpoint” to explain the cry of 
the Indian wife and the silence of the Indian husband, which symbolizes life and death. Finally, 
the counterpoint employed at the scene of the husband’s suicide and the ending of the story is 
categorized as the “diagonal counterpoint” to explain the imaginary relationship between the 
“silver cord” and the “umbilical cord,” which symbolizes the vagueness and ambiguity between the 
two worlds and life and death. “Three Shots,” the story that was deleted from “Indian Camp” by 
Hemingway himself, “On the Quai at Smyrna,” and “Interchapter of Chapter I” are also examined 
along with “Indian Camp” in the paper. And a hypothesis that the image of an ambiguous “borderline” 
is crucially employed in American short stories to deconstruct the dichotomies that are intrinsically 
integrated in themselves is proposed.
キーワード：Hemingway、 Indian Camp、対位法、文章表現技法、文体論、言説分析
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じて得た美しくも苦々しい実存的な事実を学ぶ少年時代のニックの経験の物語」であり (Hart,1965: 




























換し合い、「一つの芸術」 (ʻa single art’) の統合に参画していたため、ヘミングウェイも絵画や音楽か




地に関するパターンを読み取り、２つのイメージの対応関係を分析している (Grebstein, 1973: 5)。ガ
ジュセックは、ヘミングウェイの短編小説「一日待つこと」 (“A Day’s Wait”)　の分析において、グレ
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ブステインの「屋内と屋外」の対位法と比較させながら、「上下」の対位法の重要性を主張している 
(Gajdusek, 1989: 295)。また、「インディアン・キャンプ」の研究としては、サラティが「対」 (ʻduality’) 
パターンと「境界線」 (ʻdividing line’) という概念を導入し、２つの領域の対称性を明らかにしている 
(Salati, 2007: Paragraphs 6-13) し、デファルコは、インディアン集落を「非合理」な要素を持ち、「原
始的な暗黒面」を示す物語の中心的な象徴とし、それが「秩序や光」が統治する「合理的」な要素と




アン・キャンプ」の結末部の ʻwarm’ と ʻchill’ という反対の要素を並置する描写などに見られるだけ
でなく、「インディアン・キャンプ」からカットされた部分で、ヘミングウェイの生前には未発表だっ
た「三発の銃声」 (“Three Shots”) との関係においても対位法を見出すことができるという非常に示唆
的で興味深い指摘をしている (Strong, 1991: 83-88)。また、スミスのように、「三発の銃声」を切り落






















































  At the lake shore there was another rowboat drawn up. The two Indians stood 
waiting.
  Nick and his father got in the stern of the boat and the Indians shoved it off and 
one of them got in to row. Uncle George sat in the stern of the camp rowboat. The 
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young Indian shoved the camp boat off and got in to row Uncle George.











ジョージおじさんの３人は自分たちの ʻcamp rowboat’ と合わせて２艘のボートに分乗し、インディ
アン集落を目指す。引用の後半では、２艘のボートに分乗する様子をヘミングウェイの得意な反復法 
(Lodge, 1992: 90) を使って描写し、その対称性を強調している。ヘミングウェイが反復法を使うとき
は、文章自体が詩のようなリズムと響きを持つことがあり、脚韻を踏むように改行すれば、これらの
文章もabcabcの６行詩のようになる。
Nick and his father Got in the stern of the boat
And the Indians shoved it off
And one of them got in to row. Uncle George
Sat in the stern of the camp boat. 
The young Indian shoved the camp boat off
And got in to row Uncle George.
　反復法と脚韻法を用いて２艘のボートに分乗する様子を描写する対位法には、単純作業の効率的な
行為を異化する働きがある。特に、第２行と第５行の行末が脚韻を踏むことで ʻoff ’ に焦点が当たり、
それぞれ押しだされた２艘のボートが岸から離れるという動きそのものに特別な意味が与えられてい
る。そして、第１行と第４行の ʻboat’ と第３行と第６行の ʻUncle George’ という対称化された２つの
焦点は、それに続く段落の伏線となっている。
  The two boats started off in the dark. Nick heard the oarlocks of the other boat 
quite a way ahead of them in the mist. The Indians rowed with quick choppy 
strokes. Nick lay back with his father’s arm around him. It was cold on the 
water. The Indian who was rowing them was working very hard, but the other boat 
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moved farther ahead in the mist all the time.









  Across the bay they found the other boat beached. Uncle George was smoking 
a cigar in the dark. The young Indian pulled the boat way up on the beach. Uncle 
George gave both the Indians cigars.
 (Complete,  67)
　上述したように、ニックたちが対岸に到着したときの文章は、小説の冒頭文 ʻAt the lake shore 
there was another rowboat drawn up.’ と対比されている。どちらのボートも ʻbeached’ と ʻdrawn up’ 
で修飾され、此岸と彼岸でそれぞれ「引き揚げられた」ボートが対比される構図となっている。小説
の冒頭ではインディアンたちのボートの様子が描写され、次は、ジョージおじさんたちが所有する 






二つのものを境界線 (ʻdividing line’) によって分けるという対概念のパターンを利用する。「インディ
アン・キャンプ」では、「湖水のほとり」がその境界線を示し、苦しみと死をめぐるニックのイニシエー
ションの出発点として用いられている (Salati, 2007: Paragraph 10)。
　さらに、デファルコが指摘するように、ボートで対岸まで案内する２人のインディアンが神話に
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アンたちがニックの父親だけでなく、ジョージおじさんも連れていく予定だったと考えられるからで
ある。メイヤーズが批判的にまとめているように、ジョージおじさんの父親説については、バーナー
ド、ヘイズ、グライムズ、ブレナーなど賛同者は多くいる (Meyers, 1988: 301) し、ウィリアムズと
ブロムウィッチが誌上でのやり取りでいくつかの根拠を吟味しながら結論づけているように、ジョー


















  They walked up from the beach through a meadow that was soaking wet with 
dew, following the young Indian who carried a lantern. Then they went into 
the woods and followed a trail that led to the logging road that ran back into the 
hills. It was much lighter on the logging road as the timber was cut away on both 
sides. The young Indian stopped and blew out his lantern and they all walked on 
along the road.
 (Complete, 67)
　一行が通り抜ける草地は露で濡れていて、ʻsoaking wet with dew’ という進行形の表現が気温の下
降を示している。インディアン集落に向かうにつれて気温が下がっていることを伝える描写の意味は、
ヘミングウェイの短編小説「清潔な明るい場所」 (“A Clean, Well-Lighted Place”) との関係で考える
と理解できる。「清潔で明るい場所」では、昼間の通りで舞い上がった ʻdust’ が夜になると ʻdew’ によっ
て ʻsettle’ され、耳の聞こえない老人がその「静けさ」を感じ取るという描写がある。インディアン
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集落でも昼間は木材作業所に木屑などが舞っていることだろう。そして夜になると、ʻdew’ がその埃
を ʻsettle’ し、浄化された空気が静けさとともに夜を支配し、神聖な場所を演出する。また、「埃が地




























短編集全体のテーマである「現代社会の分断や暴力」を皮肉に表現している (Halliday, 1956: 64) と
考えられる。しかし、緻密に検討すると、それらの関係や構成が全くの「いい加減」とは言えないよ
うにも思える。
  Everybody was drunk. The whole battery was drunk going along the road in the 
dark. We were going to the Champagne. The lieutenant kept riding his horse out 
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into the fields and saying to him, “I’m drunk, I tell you, mon vieux. Oh, I am so 
soused.” We went along the road all night in the dark and the adjutant kept riding 
up alongside my kitchen and saying, “You must put it out. It is dangerous. It will 
be observed.” We were fifty kilometers from the front but the adjutant worried 
about the fire in my kitchen. It was funny going along that road. That was when I 
was a kitchen corporal.
 (Complete,  65)











  They came around a bend and a dog came out barking. Ahead were the lights 
of the shanties where the Indian bark-peelers lived. More dogs rushed out at 
them. The two Indians sent them back to the shanties. In the shanty nearest the 
road there was a light in the window. An old woman stood in the doorway holding 
a lamp.
  Inside on a wooden bunk lay a young Indian woman. She had been trying to 
have her baby for two days. All the old women in the camp had been helping 
her. The men had moved off up the road to sit in the dark and smoke out of range 
of the noise she made. 































  Inside on a wooden bunk lay a young Indian woman. She had been trying to 
have her baby for two days. All the old women in the camp had been helping 
her. The men had moved off up the road to sit in the dark and smoke out of range 
of the noise she made. She screamed just as Nick and the two Indians followed his 
father and Uncle George into the shanty. She lay in the lower bank, very big under 
a quilt. Her head was turned to one side. In the upper bunk was her husband. He 
had cut his foot very badly with an ax three days before. He was smoking a 
pipe. The room smelled very bad.
 (Complete,  68)






ʻvery big’ は妊娠しているインディアン女性のお腹を指しているが、なぜ ʻbig’ ではなく、 ʻvery big’ な
のだろうか。実際にお腹の赤ちゃんが「とても大きい」からかもしれないが、 ʻvery’ は個人的感想に
よって強調された副詞の様に思える。足に怪我をしたインディアンの夫の説明にも ʻvery’ が使われて
おり、さらに、部屋の臭いの説明の ʻvery bad’ にも使われている。この ʻvery’ の描写は語り手による
ものであるが、ニックたちが小屋に入ってきたときに、語り手とニックの視点が近くなったと考える
と、これらの ʻvery’ という表現にはニックの視点が重なっているように感じられる。つまり、妊婦の
お腹が ʻvery big’ なのは、ニックが受けた印象を述べたものであり、足を切った怪我もニックが話を
聞いて ʻvery badly’ と思ったのであろうし、部屋に入ってパイプの臭いを ʻvery bad’ と表現したのも
ニックがそう感じたからではないか。パイプを吸っている夫は３日前に足を怪我して以来、仕事がで














  “This lady is going to have a baby, Nick,” he said.
  “I know,” said Nick.
  “You don’t know,” said his father. “Listen to me. What she is going through is 
called being in labor. The baby wants to be born and she wants it to be born. All 
her muscles are trying to get the baby born. That is what is happening when she 
screams.”
  “I see,” Nick said.
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  Just then the woman cried out.
  “Oh, Daddy, can’t you give her something to make her stop screaming?” asked 
Nick.
  “No. I haven’t any anæsthetic,” his father said. “But her screams are not 
important. I don’t hear them because they are not important.”
  The husband in the upper bunk rolled over against the wall.









事にしていた (今村, 1988: 62)。その体験から生まれたのが「スミルナ埠頭にて」である。この作品は、
1930年版の「われらの時代に」 に“Introduction by the Author”として巻頭に加えられ、のち、1935年
版において、「スミルナ埠頭にて」 (“On the Quai at Smyrna”) という題がついて独立した短編となっ





  The strange thing was, he said, how they screamed every night at midnight. I do 
not know why they screamed at that time. We were in the harbor and they were all 
on the pier and at midnight they started screaming. We used to turn the searchlight 
on them to quiet them. That always did the trick. We’d run the searchlight up and 
down over them two or three times and they stopped it.










  The Greeks were nice chaps too. When they evacuated they had all their 
baggage animals they couldn’t take off with them so they just broke their forelegs 
and dumped them into the shallow water. All those mules with their forelegs 
broken pushed over into the shallow water. It was all a pleasant business. My 
word yes a most pleasant business.























  “Pull back that quilt, will you, George?” he said. “I’d rather not touch it.”
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  Later when he started to operate Uncle George and three Indian men held the 
woman still. She bit Uncle George on the arm and Uncle George said, “Damn 
squaw bitch!” and the young Indian who had rowed Uncle George over Laughed at 
him.








































  “That’s one for the medical journal, George,” he said. “Doing a Cæsarian with a 
jack-knife and sewing it up with nine-foot, tapered gut leaders.”
  Uncle George was standing against the wall, looking at his arm.
  “Oh, you’re a great man, all right,” he said.
  “Ought to have a look at the proud father. They’re usually the worst sufferers in 
these little affairs,” the doctor said. “I must say he took it all pretty quietly.”
 (Complete,  69)
　ジョージおじさんが「壁を背にして立ち」 (ʻstanding against the wall’) ながら、自分の腕を見る描
写は、インディアンの夫の「壁に向かって寝返りを打つ」(ʻrolled over against the wall’) という描写










クナイフと西洋剃刀などの対位法が使われている (Lamb, 2010: 91-93)。生と死が直接的に対比させ
られている重要な場面なので、縦軸の対位法の集中的な使用が認められ、その描写も複雑かつ巧妙に
工夫されている。
  He pulled back the blanket from the Indian’s head. His hand came away 
wet. He mounted on the edge of the lower bunk with the lamp in one hand and 
looked in. The Indian lay with his face toward the wall. His throat had been cut 
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from ear to ear. The blood had flowed down into a pool where his body sagged the 
bunk. His head rested on his left arm. The open razor lay, edge up, in the blankets.














　さらに、自殺した夫の顔は「壁の方を向いている」 (ʻtoward the wall’) という描写は、先に出てき




　ラムは、インディアンの夫の自殺の様子が「掻き切られていた」 (ʻhad been cut’) という受動態で表
現されていることに注目し、その受動的な存在が生まれたばかりの無力な赤ちゃんの存在と対比さ
れていると指摘している (Lamb, 2010: 92)。そのあとに続く文章も非常に興味深い表現である。まる
で自分の意志で血が流れ出ているような自動詞 ʻflowed down’ の節があり、流れた血が溜まっている
場所の ʻpool’ を説明する関係副詞 ʻwhere’ のあとに次の節が続いているが、その主語は ʻhis body’ で、



















  His father picked the baby up and slapped it to make it breathe and handed it to 
the old woman.
  “See, it’s a boy, Nick,” he said. “How do you like being an interne?”
  Nick said, “All right.” He was looking away so as not to see what his father was 
doing.
  “There. That gets it,” said his father and put something into the basin.
  Nick didn’t look at it.
  “Now,” his father said, “there’s some stitches to put in. You can watch this or not, 
Nick, just as you like. I’m going to sew up the incision I made.”
  Nick did not watch. His curiosity had been gone for a long time.
  His father finished and stood up. Uncle George and the three Indian men stood 
up. Nick put the basin out in the kitchen.










詞のdidとnotを分けて ʻdid not watch’ とし、「見なかった」ことが強調されているのはなぜだろうか。
また、ニックにとって、胎盤やへその緒はどのような意味を持っているのだろうか。







  Nick lay still and tried to go to sleep. There was no noise anywhere. Nick felt 
if he could only hear a fox bark or an owl or anything he would be all right. He 
was not afraid of anything definite as yet. But he was getting very afraid. Then 
suddenly he was afraid of dying. Just a few weeks before at home, in church, they 
had sung a hymn, ʻSome day the silver cord will break.’ While they were singing 
the hymn Nick had realized that some day he must die. it made him feel quite 
sick. It was the first time he had ever realized that he himself would have to die 
sometime.




する運命にある」という強い意味を持ち、賛美歌の歌詞である“Some day the silver cord will break.”
と “[S]ome day he must die.”の間で助動詞が違っていることに注意しなければならない。この違いは、
ニックの「死に対する恐怖」が強迫観念にまで高まっていることを示している。さらに、引用最後の
文章の再帰代名詞 ʻhimself ’ の強調用法が「（他の人だけではなくて）自分もいつかは死ぬのだ」とい
う文意を表しており、ニックにとって、これが個人的に差し迫った重要な問題であることを示している。
　ニックが教会で歌った讃美歌は、盲目の賛美歌作家のファニー・クロスビー　(Fanny Crosby: 
1820-1915) の“Some day the sliver cord will break”である。その歌詞のもとになっているのは、旧約















  Last night in the tent he had had the same fear. He never had it except at 
night. It was more a realization than a fear at first. But it was always on the edge 
of fear and became fear very quickly when it started. As soon as he began to be 
really frightened he took the rifle and poked the muzzle out the front of the tent 
and shot three times. The rifle kicked badly. He heard the shots rip off through the 
trees. As soon as he had fired the shots it was all right.
 (Nick Adams, 14)
　ニックの「死の恐怖」は、最初「気づき」として現れ、ʻas soon as’ で表現されているように、突
然加速する性質のものである。この夜も突然恐怖に襲われ、ニックはすぐに銃を撃つが、撃ってしま
えば、今度はすぐに安心してしまう。ʻall right’ という表現は、ʻfox’ や ʻowl’ などと同様に、死が恐怖
の対象ではなくなったことを示している。深刻ではあるが皮相的なニックの死の恐怖は、やってくる
ときと同じように、すぐに去ってしまう。この作品の冒頭と最後のニックの着替えの描写にも繰り返













  “What was it, Nickie?” said his father. Nick sat up in bed. 
  “It sounded like a cross between a fox and a wolf and it was fooling around the 
tent,” Nick said. “It was a little like a fox but more like a wolf.” He had learned the 
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phrase “cross between” that same day from his uncle.
  “He probably heard a screech owl,” Uncle George said.


























が同時に起きている。しかも、ʻsilver cord’ という語には「へその緒」という意味がある (Webster’s 
Third New International Dictionary)。また、ʻsilver cord’ には、「母親と子供の間の感情的な絆」とい
















  “Take Nick out of the shanty, George,” the doctor said.
  There was no need of that. Nick, standing in the door of the kitchen, had a good 
view of the upper bunk when his father, the lamp in one hand, tipped the Indian’s 
head back.
 (Complete,  69)
　自殺したインディアンの夫をニックが目撃した位置は、ʻin the door of the kitchen’ と表現されてい
る。この場合の ʻdoor’ とは ʻan opening in a wall of a building, room, or a side or rear of a vehicle by 
which to go in or out: doorway’ (Webster’s Third New International Dictionary) の意味であり、その
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ンプ」のラストシーンを考えると、死の恐怖に対するニックの新たな認識を考察することができる。
  “Is dying hard, Daddy?”
  “No, I think it’s pretty easy, Nick. It all depends.”
  They were seated in the boat, Nick in the stern, his father rowing. The sun was 
coming up over the hills. A bass jumped, making a circle in the water. Nick trailed 
his hand in the water. It felt warm in the sharp chill of the morning.
  In the early morning on the lake sitting in the stern of the boat with his father 
rowing, he felt quite sure that he would never die.
























陽もアイロニーで、昇った太陽は再び沈み、夜となることの予兆であるとする (Defalco, 1963: 32-33)。
また、ニックの「絶対に死なない」という結論は、成長に必要なステップとなる経験への適応ではな
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く、経験が意味しているものへの直接的な拒絶であり、成長の機会を得たときに、ニックは後退した
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